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INTRODUCTION 


TN view of the highly finished productions of period 
-Splays and adaptations from the old masters of dramatic 
art to be seen in the theatre of to-day, it seems hardly 
credible that a little over a century and a half ago the 
production of any play, however ancient its origin, was 
performed in the contemporary habits of the actors and 
actresses — little or no attempt being made to reproduce 
the author’s original vision of his work. 

With the advancement of interest in so-called ‘ Period 
plays ’ and films of historical interest, a wider knowledge 
is perhaps desirable of how any playwright or author 
originally saw his characters clothed. 

The purpose of this book, then, is to give some of the 
more unusual styles and fashions worn since the theatre 
commenced to be a leading interest in Western Europe, 
and also to give the names of several authors whose work 
may possibly be utilized for theatrical purposes again. 

That the early dramatists wrote much that has not 
been used on the stage or screen is an undoubted fact, 
and many themes for very attractive productions are still 
to be found in the plots of the old Italian, Spanish, and 
very early French authors. 

The northern European countries were probably too 
concerned with the religious aspect of the theatre to adven- 
ture far into the fields of romance and fantasy, and it was 
not until the end of the sixteenth century that the secular 
stage was an established feature in Germany and Holland. 

A rather difficult problem arises here concerning the 
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simplest means of classing the various countries or 
dukedoms that went to the eventual composition of 
Germany as we know it to-day. 

As this book does not pretend to give an historical 
and geographical record, it will perhaps be easier to follow 
if they are collectively alluded to as ‘ Germany.’ Strictly 
speaking, the term is rather wide of the mark, because 
each and every division had its own particular style and 
fashion, and it would be almost an impossible task to sort 
and name them all. I must, therefore, plead the excuse 
that their relativity to the theatre is practically negligible. 

For those who are not consulting this book in a 
theatrical light, but merely from the point of view of con- 
trasting styles in European clothing, there are sufficient 
examples in the ensuing pages to give quite a comprehen- 
sive knowledge of the various differences in cut and style 
without plunging into the intricacies of the history and 
geography of Germany. 

It must be borne in mind that, although at certain times 
the clothes worn in two different countries at correspond- 
ing dates are strangely different, it is quite probable that 
they might have been both worn in the same town at the 
same time. 

People travelled a great deal, in spite of the dangers 
and difficulties they had to face. And in many records of 
the period one finds allusion to the strangeness of a 
foreigner’s clothing, and how certain travellers were forced 
to adopt the clothes of the country in which they were 
travelling so that they did not advertise their nationalitv. 

The fifteenth and sixteenth centuries seem to have 
most striking differences in national styles, or this may 
possibly be more obvious because of the scarcity of existing 
examples of the earlier centuries. It is nevertheless a 
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curious fact that countries so far apart as Spain and North 
Germany happened to be wearing almost identical styles 
at identical dates during the thirteenth and fourteenth 
centuries. To whom goes the credit of their original 
inspiration ? 

The fourteenth century gives even more food for 
thought in this respect, because the styles were not, 
strictly speaking, entirely practical and obvious as were those 
of the thirteenth and earlier. The cut-away cote-hardies and 
surcoats of the fourteenth-centurv ladies were universally 
worn, and they certainly appear to our modern eves as a 
mere freak of fashion, for they served no particularly 
useful purpose. The same might be said of other eccen- 
tricities of the century — long-tongued sleeves, tippets, the 
pocket-like slits in the gowns, the curious 1 iripipe and 
hood, and numerous other peculiarities. 

Many of the differences in styles may be put down to 
the different types of materials spun and woven in each 
country. 

That the warmer countries were privileged in this 
essential may have had a lot to do with so many styles 
being of Spanish and Italian origin. Both sheep and 
silkworms can flourish in a warm and temperate climate. 
The northern countries were either forced to pay colossal 
sums for their imported silks or else to clothe themselves 
in wool and cotton — thus we see so manv of the German 
and Dutch styles in heavy materials enlivened with linen 
collars and other extras. At the same time, France is 
privileged to adopt both styles, and Italy and Spain 
luxuriate in a wealth of brilliant shimmering silks. 

The colours, too, were affected by the fabi ics on which 
they were applied. And as the art of dyeing had not 
advanced to quite the remarkable range which we have at 
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disguises — false heads, fools’ caps, masks, patchwork 
coats (harlequin again), and a sort of pseudo-Greek armorial 
effect — the latter reserved for the most part for the more 
religious aspects of the production. It is almost impossible 
to separate the Secular from the Religious— as far back 
as the thirteenth century. So many plays or mimes 
were written as an expression of satirical gibe — and a 
moralistic attitude towards the sins of the flesh — that a 
heavy religious flavour might creep into a peculiarly 
obscene text. The reflection on costume with these semi- 
religious plays is too intricate to attempt to deal with, 
and we therefore must content ourselves with the more 
straightforward productions and those written in the 
style of Revues or Comic Opera. 

As this book is to deal with contemporaneous clothes 
and their relation to the theatre, there is little worthy of 
note prior to the institution of the Profane Theatre — 
during the second half of the thirteenth century. Earlier 
than this the theatre in Europe was regarded purely as a 
means of making Biblical scenes more realistic. Miracle 
plavs were perhaps the earliest method of religious instruc- 
tions commenced at a date when almost the only educated 
people were to be found in the Church. 

There were, of course, the ravelling Troubadours, 
‘ Jongleurs,’ acrobats, animal imitators, and those who 
travelled with performing bears and horses, and the ‘ torna- 
trices ’ — female tumblers. Old manuscripts are rich with 
illustrations of those then-called ‘ Obscenities,’ but no 
worthv re card indicates that anything approaching secular 
farce existed until about 1260. 

'file religious fervour with which the theatre has been 
attacked so drastically from time to time was still obvious 
as recently as the last century. This attitude is distinctly 
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traceable to the theatre’s original and fundamental Pagan 
inspiration. While the Church held the stage as a means 
for the propagation of Miracle Plays, the production of 
non-religious plays — inspired by the Ancient Greeks and 
Romans — was obviously to be condemned as being in 
direct competition to the contemporary religious views 
which sought to bind Christendom in ecclesiastical fetters. 

The modes and manners of each century in European 
history are directly traceable to a leading culture in one 
particular country. 

The cult of the thirteenth century was, then, influenced 
by the definitely advanced standard of living in France 
under Louis IX (called Saint Louis) ; and, to help us here, 
we have the valuable records of Jean de Joinville, who was 
Louis’s personal friend for many years. Joinville shows 
us three outstanding facts in relation to clothes worn in 
mid-thirteenth-century France. First, that the really good 
garments lasted undated for many decades — the king 
queries if he, Joinville, is not embarrassed by being better 
dressed than the king himself. Joinville replies, “ The 
dress I wear, such as you see it, was left me by my 
ancestors — I have not had it made from my own 
authority.” From this also we may learn that any 
attempt at strict dating of certain garments is obviously 
out of the question. ‘ My ancestors ’ might mean fifty 
years or even more. 

Second, a great deal more importance was attached 
to the refinements of dress and its impression on the fair 
sex than one might expect at such an early date. “ Every 
one ought to dress himself decently in order to be more 
beloved by his wife and more esteemed by his dependents. 
The wise man says we ought to dress ourselves in such 
manner that the more observing part of mankind may 
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not think we clothe ourselves too grandly — nor the 
younger part say we dress too plainly.” Here is a 
worthy and thoughtful sentiment adequately expressed. 

Thirdly, King Louis IX dressed both neatly and well 
himself, thus establishing a shining example in fastidi- 
ousness to an eager and imitative populace — who had 
previously been taught that good clothes were sinful and 
selfish. 

Of this Joinville writes : 

“ . . . Often have I seen him come into the Paris 
gardens dressed in a camlet coat, with an overcoat of 
woollen stuff (without sleeves), a cloak of black taffetas 
fastened round his neck. Neatly combed, having no cap 
(coif) but merely a hat with white peacock’s feathers on 
his head.” 

Another item of valuable data to us is that this king 
— though religious to a degree — did not condemn the 
jongleurs, acrobats, and travelling troubadours as the 
Church did. For although the Church held that no actor 
could expect anything but hell in the after-life, and must 
therefore be persecuted in this one, the king encouraged 
them so far as to exempt them from all tolls and taxes, 
making them pay for these things in their own manner — - 
i.e. to recite, sing, or dance at the toll gates or bridges to 
amuse the guards. 

Under this kindly attitude there flourished the first 
purely secular playwright — Adam de la Halle, or Adam Le 
Bossu. Born in Arras about 1235, he studied at the 
University of Paris during the lifetime of this illustrious 
king. His first dramatic work was executed while he was 
still at the university — this was Le Jen de la Lenities , a 
satirical comedy entirely free from religious inspiration. 

His work is admirable in his ability to strike a happy 
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note in his excellent combination of satirical review, 
operetta, and dramatic pastoral. 

His most noteworthy work, however, was done in 1282, 
when he devised Le Jen de Robin et de Marion. This playlet 
he wrote while in Naples to amuse the Neapolitan Court 
— quite probably it has a direct connexion with our all- 
familiar story of Robin Hood and Maid Marian — though 
the theme is hardly compatible. In this delightful satire 
we have the oldest comic opera extant. 

Another French playwright who lived during the 
thirteenth century was Jean Bodel of Arras — who was of 
the same school as Adam, though a few years earlier. In 
consequence, his works smack strongly of religion. His 
most noteworthy work, Le Jen de St Nicolas, despite its title, 
might be classed with the Profane Theatre, but although 
the scenes enacted include those of familiar life in 
tavern and brothel they are freely flavoured by extracts 
from the Gospels, and the whole finishes with the Te 
Deum. 

By the close of the thirteenth century, Secular Drama 
had its place as an entirely separate art from the Religious 
Drama, though the latter continued to hold its own well 
into the sixteenth century. But ecclesiastical fetters had 
failed irretrievably to bind the stage to the Church. 

That the contemporary clothes of the thirteenth century 
were curiouslv unsuitable for any vigorous or speedy 
movement is perhaps the first most noticeable factor in 
relation to clothes and the stage. Thus we find that the 
young girl in Miracle plays frequently abandons her hood, 
head-dress, and veil, and appears with flowing locks and 
shortened kirtle. Here, then, is something over which the 
Church might see fit to raise a storm of abuse and indignant 
protest. The good woman of the thirteenth century was 
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still much hampered by the bigoted preachings of St Paul. 
Violent religious protests had been levelled at the tight- 
lacing and uncovered heads of the mid-twelfth century, and 
the re-adoption of veiled heads and loose-fitting gowns (Fig. 
i) that disguised feminine attraction quite possibly led the 
Church to assume that their protests had been heeded ! 
In all probability this had nothing to do with the changes 
of fashion — but nevertheless the secular stage was obviously 
regarded as a dangerous enemy to conventional modesties. 

The crespin, barbette, and fillet (hair net, chin band, 
and fluted or goffered head-band) formed the traditional 
head-dress of the century (Fig. 2). All or one of these could 
be worn in conjunction with a head-veil and wimple which 
covered the neck and throat. The gown was loose- 
fitting and worn over a kirtle of contrasting colour — the 
voluminous folds of the gown held in place at the waist 
by an ornamental girdle or belt ; its richness signifying 
the quality of its wearer. Over this was worn a circular 
cloak fastened at the throat with a brooch or tied with a 
cord and an ornamental button on each side of the throat. 

In France the garde-corps was worn in place of the cloak. 
It (Fig. 5) was a complicated but dignified garment with full 
hanging sleeves, with a slit for the arm at elbow height, 
and a hood that could either be worn as a collar or drawn 
over the head in cold weather. This garment was worn 
by both men and women, the only difference being that 
the feminine version was usually more voluminous, and 
touched the ground all round. 

In France also more licence seems to have been allowed 
in the manner of shaping garments and hairdressing — as 
will be seen in Fig. 5. Neither of these gowns follow 
closely on the more traditional dress of Figs. 2 and 4. 

France and Italy were perhaps more advanced in 
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their fashions. The northern 
countries were more inclined 
to volume than elegance and 
individuality. Italy special- 
ized in exquisite embroidered 
borders. The lines of their 
gowns followed the classical 
styles very closely, even to 
the split sleeve and shoulder 
clasped together at equal 
intervals. The gowns were 
very long, but were more 
often than not gathered up 
into one or more bands to 
facilitate movement (Fig. 6). 

The men’s clothes, too, 
were simple and extremely 
practical. The tunica, or 
tunic, was worn over 
another similar in cut, but 
usually longer and with tight- 
fitting sleeves. The skirts 
were £ gored ’ at frequent 
intervals so that they hung 
from the waist in a series of 
fluted folds. The fashion for 
dragging them tightly across 
the stomach so thatV-shaped 
folds appeared in front and 
a heavy, swinging bunch of 
fullness at each side was still 
to be seen until the close 
of the thirteenth century. 
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The longer, more 
\ sedate gowns or tunics 
^ were not figure-fitting, 
but were fastened at the 
waist with a leather girdle 
or jewelled metal belt. 

The use of jewels and 
semi-precious stones was 
the most popular method of 
adorning a robe — strips and 
bands of embroideries at equal 
intervals were also a popular 
method of decoration (Fig. 
7). Small spot-patterns were 
more often employed for 
the adornment of the 

shorter, more serviceable, 
tunic. 

Since we are concerned 
more with effect than 
the intricacies of under- 
garments, etc., a careful study 
of the accompanying draw- 
ings is of far mere value 
than a detailed description 
abounding in contemporary 
names for the numerous 
variations of certain 
garments. 

That the fashion for cut- 
ting materials on the cross 
was persistent during the 
thirteenth centurv must be 
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remembered — the draped neckline, V-shaped sleeves, and 
circular skirts cannot be fairly imitated if cut on the 
straight of the material. 

Hairdressing and beards, too, merit that special import- 
ance should be attached to them. The thirteenth-century 
man wore his hair dressed with an elaboration of style almost 
amounting to the curled and set fashions worn by the 
women of to-day. The usual length of hair was between 
the nape of the neck and the shoulders — -the ends were 
curled, either in a series of clustering ringlets or turned 
in or out in one scroll of curls. The front hair was cut 
shorter, forming a curled fringe framing the face. The 
employment of coifs or bonnet-like caps to hold the well- 
groomed hair in place gave' the men a ludicrous effect of 
being disguised as babies. 

Such refinements as leather gloves and tight-fitting 
leather shoes, encrusted with jewels and often covered 
with gold mesh, signified the quality of the wearer. For 
the most part, the gentlemen of quality favoured the longer 
and more dignified garments — these could be tucked up 
into the belt when more freedom for the legs was required 
— such as when hunting, hawking, etc. When this was 
the case, the hose and their attachment to the braies, or 
drawers, were clearly visible, as also were the somewhat 
clumsy braies or trousers tucked up and resembling a 
species of linen plus-fours (Fig. 8). The hose rarely 
reached higher than mid-thigh, and the tops might be 
ornamented with embroideries. The peculiar passion for 
horizontal stripings was frequently exemplified even in 
this item of apparel. 

In some cases the hose were pinned to the linen braies 
with large ornamental brooches ; at other times, when 
perhaps they were longer, they were tied to the under-belt 
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at the waist with strings. Occasionally, when the short 
hose of an earlier date were worn, they barely covered the 
knee and were held in place by the knotted ends of the 
braies. 

With regard to general methods and styles in ornaments, 
metal and gems played a very important part. The 
almost staggering weight of the richly adorned garments 
must have been a great trial to any one engaged in any 
active pursuits. It is therefore feasible to believe that 
the richly ornamented gowns and tunics were reserved 
for state functions and purely formal wear. 

Gems were fitted into the weave of the cloth and 
made pattern both at the throat and hem. Some method 
must have been devised so that their weight did not tear the 
materials to pieces, but exactly what it was it is impossible 
to surmise. Some of the gems were set in gold mesh-work, 
or even in some cases appear to have almost a solid founda- 
tion of gold or silver. In representations of this we can 
see clearly a squareness in the fitting of the collar, and the 
bands at the bottom of the tunic have a hinged effect. 

Simple motifs were employed for the design on such 
garments — -fleur-de-lis, diamonds, ovals, crosses, trefoils, 
and a numerous variety of geometric designs being the 
most frequently employed. Sometimes, however, on the 
very large surfaces of cloaks one may find the more simple 
device of a repeating all-over pattern ; the theme of these was 
usually based on a curved and curled brush stroke. Other- 
wise, an heraldic simplicity governed all forms of design, 
the already -mentioned inclination to horizontal stripings 
frequently being the foundation for numerous motif 
designs, enclosed within the stripes. 

The heavy ornamentation of scabbards, belts, shoes, 
and gloves of state was essentially a prerogative of the 
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wealthy lords and kings. Swords were not worn with civil 
attire as, at this early date, they were too massive and en- 
crusted with precious stones and jewels to be lightly 
carried about. It was one of the esquire’s privileges to 
stagger beneath the weight of his lord’s sword. The 
ceremony of girding on the sword and belt before battle 
was quite a traditional scene. 

It is, however, a frequent fault perpetrated bv the theatre 
to represent a knight in civil attire complete with sword 
and scabbard. The fashion for wearing the sword as an 
extravagant piece of everyday attire was not indulged 
until the sixteenth century. 

The only accessories of jewellery worn during the 
thirteenth century were rings and brooches and an occa- 
sional wide, gem-studded pair of bracelets. Necklaces 
and ear-rings were conspicuous bv their absence. 

Buttons made their appearance in a serviceable capacity 
towards the close of the thirteenth century-— and their 
attractions as a means of ornament- very quickly superseded 
their popularity from a purely utilitarian point of view. 
They were employed not singly but in rows of eight 
or a dozen, from wrist to elbow and down the front 
of the ^nit -corps. 

The flared simplicity of the waistless, ungirdled gowns 
worn by the women at the end ot the thirteenth century 
seems to have been adopted only by tho»e of high rank. 
Probably the voluminous unrest! .lined folds, thouirh 
dignified and very effective m their sweeping lines, were 
a little unpractical for the woman who must busy herself 
among her household duties (Fig. 9',. For grace and effect 
thev relied entirely 1 <n their cur. X’< > ornamentation or bands 
of embroidery broke their dignified simplicity. Thev were 
probably made ol the richest materials, and a single brooch 
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or plaque at the throat was the onlv ornament allowed. 
The great cloaks worn at this time were usually lined with 
fur and cut in a complete half circle, the fur lining frequently 
showing at the throat and forming a sort of collar. 

Hats, head-dresses, and shoes are items of the utmost 
importance and change with a more frequent rapidity 
than the larger and more expensive garments. 

The shoes of the early Middle Ages were varied and 
amazingly interesting in their complexities of shapes and 
designs. They were made from a very flexible leather 
and gave the foot an appearance of being clad only in a 
stocking. Numerous examples have been included in the 
accompanying drawings, but there seems to be an almost 
inexhaustible variety of designs in them in contemporary 
drawings. The more usual shape, perhaps, was that which 
was slit up the instep and fastened at the ankle in front 
with one bead or button. Shoes were usuallv decorated 
in some way either with jewels or embroidered ‘ cuffs.’ 
A more serviceable type, perhaps, was that which reached 
well over the ankle and was secured on one side by a short 
strap pulled through a ring, probably the ancestor of the 
buckled shoe. 

Women’s shoes were similar, but the ‘ cuffed ’ ones 
and those that came over the ankle were only worn bv 
the men. During the last few years of the century the 
elongation ot the toe became a fashionable feature — an 
absurdity to be exaggerated and rendered ridiculous during 
the subsequent century. 

For domestic wear the hose were often soled with 
leather (Fig. ic), rendering a shoe unnecessary ; and in more 
rural districts the peasants frequently went unshod, merely 
binding their ankles to save them from the more violent 
attacks from nettles and brambles, their feet being 
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hardened bv exposure to a greater 
degree of resistance than their legs. 

As has already been mentioned, the 
coif was a generally accepted form of 
head-dress, and its decoration an object 
of great moment. Bands of contrasting 
materials, embroidered motifs, and a 
shaping accentuated by geometric 
designs, obviously proved 
an amusing occupation for 
the needles of the wives, 
mothers, and sisters ot the 
wearers. Besides the coif, 
the hood was also of primary 
importance. During the earlier 
part of the century the hood had 
been part and parcel of the 
cloak or mantle worn outdoors, 
but by about 1250 it had become 
a separate garment, covering the 
head and shoulders, and with a 
small point at the top. Before 
the close of the century the 
point had become the chief 
feature of the garment and had 
been enlarged upon and elongated 
until it assumed the proportion 
of a tube two or three feet long. 

The rather clever shaping of 
the hood at this time will be 
noticed in the accompanying 
drawings taken from photo- 
graphs of an actual hood 
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found in Greenland in recent years (Fig. n). The seam, 
being cut on the cross, shapes to the neck so that a 
minimum of bulk with a maximum of freedom are excellently 
blended characteristics. The shoulders also cling closely to 
the form without unnecessary crease or bulge. The 
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traditional idea of the hood’s simplicity and lack of shaping 
is for ever exploded on contemplation of these unique 
original garments unearthed in perfect condition after an 
interment of nearly six hundred years , 1 

The inclination towards points, hrst noticeable prob- 
ably in the re-adoption of the Phrygian cap of the eleventh 
century, with its punch-like hooded peak, became more 

1 \ ’ thin £ Settlers in Greenland. Cam bridge University Press. 
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and more marked during the thirteenth century, and 
during the second halt of the century became the main 
inspiration for all forms of head-dress— with the one excep- 
tion of the coif ijhg. i z). All the caps and hats finished with 
a point or tuft on top, and as they for the most parr lacked 
any brim it is quite feasible to surmise that these appendages 
\\ ere supplied as a sort of handle with which to raise the 
hat. \X hethcr or not rhe point was put t< » practical 
use is, of course, a triyial detail ; but nevertheless the 
fashion persisted for some fifty years, and the must 
ptculiar effects were the result. Points, tufts, knobs, and 
hooks ornamented the centre of the little striped caps, 
and in combination with the long sweeping styles of formal 
dress had a ludicrous effect. 

With women, head-dress and hairdressing— the intri- 
cate variety of wa\ s in which the crespin, barbette, wimple, 
and fillet might be worn — served to amuse the thirteenth- 
ccnturv ladies for several generations. 

The crespin could be merely a linen bag in which the 
hair was bundled and pushed conveniently out of the 
way, or it might be quite a complicated network of gold 
mesh set with gems and precious stones wherein the hair 
was neatly arranged in heavy, rolled plaits. The shape of 
the ciespm of necessity followed the line of the hair- 
dtess'ng beneath. Numctimes this was done in a single 
low chignon hanging to the shoulders at the back, or 
divided mm separate plaits rolled and worn low upon the 
neck. Or again it might be rilled out with the hair 
arranged Ivgh up in plaits or rolls over the ears, leaving 
the neck bare. 
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more decorative occasions, as the verv long flowing locks 
must have been a great trial to a woman when she was 
engaged in domestic pursuits. 

The barbette varied in width from two inches to about 
six inches, the wider ones being more often of transparent 
fineness. Often it was worn draped under the chin and 
fixed to the plaits over the ears with pins, but more 
often it completclv encircled the face and was fastened at 
one side, or on top of the head. Occasionally the eflect of 
barbette and fillet was obtained by a long piece of material 
wound round the chin, over the head, caught at the side, 
and then wound round the head, fastening at the point it 
started from. 

The fillet was ubviouslv derived from the fashion of 
wearing coronet* and circlets. It varied considerably in 
width, and slanted < onward slight';.' towards the top. 
The earlier editions were circular and simple — the hair 
being worn rather 1< >v on the neck, but bv the middle of 
the centurv rhev were guttered, frilled, and scalloped, and 
the circular shape had become an oval so that it might tit 
better over the hah* when worn in shells over the ears. 

.me times these filets appear to be worn with a little 
skullcap underneath., an J from this fashion another evolved 
m dm .uw iducrion < >f a rl.it top for the filler, ninsfornung it 
into a lurk p:!l-box hat. 

i :ric attempt has been made in this chanter to show 
the differences :r f'.vntinenrai fashions. 

T’xr France • the leader of fashion during the carlv 
hiideile \ge> is an indisputable tact; there aie numerous 
’etd’vnces in tliirteenrh-ceruury manuscripts that al'udc 
’• > i ’.;to rashu ms. 

i’ie It.i'i.ns we’ ''e rerhaps the most advanced in their 
rruf es ot r.wic euci -ration, an el a torm of wood-block 



THIRTEENTH CENTURY 


printing existed as earlv as the beginning of the century. 
Their designs stiil held much of the earlier traditional 
features of the old Roman Empire. 

From Spain, Sicilv, and Venice came the finest and 
fairest silks — the northern countries being more expert 
in the manufacture of woollens and fustians (a mixture of 
wool and linen). But apart from these refinements the 
general shaping of clothes remained fundamentally similar 
until about the middle of the fourteenth century when 
the whole attitude towards clothes as a convenient covering 
slowly started to change into one of the keenest competitive 
objectives of civilization. 
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> pHi RE was no dramatist in France during the 
fourteenth centurv whose work approached the 
quality of that of Adam Le Bossu. French secular farce 
seemed to lean too heavily in the direction of the personi- 
fication of the abstract instead of pursuing the advanced 
tendency, begun during the thirteenth century, towards a 
lighter vein of very human representation. The last quarter 
of the century, however, witnessed the constitution of local 
troupes of players under the name of k "' Gallants sans Souci.” 

As yet Spain had no place in the dramatic world. Jt 
was not until another century that the theatre began to 
interest Spanish classic scholars. 

Germany, as we know it to-day, was non-existent. 
The numerous states or countries into which it was divided 
were so eaten up with their own petty quarrels that civiliza- 
tion was severely retarded and the advance of intelligent 
research in anv direction postponed. 

W e must turn then to Italy tor our inspiration in 
dramatic work. Here we rind the restless and distracted 
atmosphere recorded for posterity by Dante. The poet 
and his age were homogeneous : the winter of barbarism 
had gone, and the spring of adolescence, with ail its 
accompaming bitterness, had set in. The summer of 
refinement was yet to come, in the Renaissance. From 
such periods in history have sprung our greatest geniuses. 

It is very probable that there were writers of dramatic 
tarce and works produced on the stage which should 
rightly belong to the secular theatre, but they must have 
been so lacking in originality that no reliable information 
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has been passed down the centuries regarding them, and 
thev are for ever lost in the mists of obscuritv. 

The major writers of the age who wrote for the 
sake of their art were recorders of their contemporary 
atmosphere, and wrote with no thought of their works 
being ultimately adapted for the theatre. Nowadays, 
however, we seem to have reached a stage when 
practically evert' dramatic work is being revised for use 
as a film store or for theatrical production, and if the 
themes of the Italian fourteenth-century poets are to be 
utilized in this capacity, it is necessary to have some 
knowledge of clothing associated with the period. 

Petrarch, as well as Dante, has left us valuable dramatic 
material of this period which might quite reasonably be 
put on the stage in years to come. 

Boccaccio wrote the Decameron in 1 348, and from these 
delightful stories was drawn the inspiration of several 
dramatic works produced during the succeeding centuries. 

The story of Griselda, one of these themes, enjoved 
much popularity as a playlet in France, was produced in 
1393. We find the same story repeated a few years later in 
Chaucer’s Canterbury Tales. 

It is a very helpful coincidence, therefore, that there 
appear to be more records of Italian costumes — and 
particularly those of a more decorative variety — at this 
particular period (Fig. 15). 

There is an inclination on the part of contemporary 
Italian painters to exaggerate the styles and especially to 
decorate and pastoralize women’s garments, the use of 
which should be a valuable asset to the producers of 
works of this time (Fig. 14). 

Much discussion has arisen over rhe Italian artist’s 
representation of woman’s crowning glory— the hair. 
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Was it really so splendid, or have they idealized it ? For 
our present purpose it is sufficient to record the works 
of the contemporary artists, as obviously their ideals are 
conditioned by the realities of the time. While other 
countries seemed to be doing everything possible to cover 
women’s heads or disguise the hair in such a formal 
arrangement as to render it almost unrecognizable, Italy 
made much of it. Plaits and flowing locks crowned 
with a chaplet of flowers or a plait of hair appear in all 
their paintings, and a delightful informality and pastoral 
pleasantness are seen in their gowns (Fig. 15). 

The petal shaping at hem and sleeve and the use of 
the two distinct lengths of gowns, one short with a jagged 
edge to make a pattern on the contrasting kirtle beneath, 
give a pleasing variation to an almost stereotyped style 
of gown worn at that time in other countries. 

It will be noticed at once that the Italian man favoured 
a cap with a hanging top, worn over the coif which had 
been so popular during the last years of the previous 
century (Fig. 16). Over the tunic was almost always 
worn a long gown split up the sides and with hanging 
sleeves or cape. This garment was popular all over Europe 
but seemed to have more variety in its cut and arrangement 
in the Italian interpretation. 

The general stvle of women’s gowns, with the excep- 
tion of Italy, scents to have centred for some forty or fifty 
years round the rather tight-fitting sleeveless gown, with 
tull-flared skirts. One special feature predominates, this 
being the new sleeve with the tongue-like finish at the 
elbow, which was universally adopted as a fashionable 
feature verv early in the century. 

After it 50 the sidcless surcote exceeded all other 
stvles m popularity. France and the northern countries 


TAGF 46 




IV' ESTER X EUROPEAN COSTL'ME 


indulged whole-heartedly in competitive battle; for the 
more exaggerated styles. 


The French ones appear in most i 
fuller shirt, the folds being gathered 
an almost corrugated sequence. Th< 
being cut very much fuller than the - 
skirt stood away from the bodw at th 
a sort of curved band attached to the r: 


.nstances to ravour a 
into the hip-line in 
e she of the gown 
hips themselves, the 
tc sides, hanging on 
ront and back panels. 


With this arrangement, the tightly fitting kirtle beneath 
was clearly visible from shoulder to well below the hips, 
and the girdle, which had become almost a traditional 
feature of the .Middle Ages, was worn balanced on the hip 
bones and clearly visible through the side openings (Fig. 17), 
In both the French and Flemish examples shown here, 
it will be noticed that the shoulder-voke and front and 


back panels were cut ail in one piece, the front invariably 
ornamented with buttons of ornate design which served 
no useful purpose. The so-called German version of the 
same garment tits snugly over the hips, and the material 
of the skirt follows up the line in front ; probably this 
‘ strap ’ which formed the bodice of the gown was attached 
in some way to the kirtle beneath, as it is hardly feasible 
to imagine that the great weight of the skirt could be 
successfully carried with merely a band of embroidery 
round the shoulders (Fig. 18). 

The rigure-fltting gown with full-flared skirts — some- 
what shorter than the sideless surcote — and ‘ fitchets 5 
(the pocket-like slits that appear in the front of the skirt 
to enable the wearer to reach the belt underneath, which 
carried the purse and other paraphernalia of feminine 
occupation) seemed to be a popular alternative in all 
European countries (Fig. 19). Details varied, such as the 
slitting up of the sides of the skirt to show the kirtle beneath, 
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a rounded or square neckline, both fairly low in cut, and 
elbow-length sleeves — all with the advantage of dis- 
playing the kirtle beneath. These sleeves were either 
finished with the tongue-like opening, or else with a band 
of material, often white, wound round the arm and falling 
in a streamer of varying length, as in Fig. 18. The streamer 
in Fig. 20A is an entirely decorative arrangement of petals 
on a tubular pendant. 

Tight-lacing is obvious in most of the examples during 
the second half of the century ; the sharply curved waist-line 
• — with the excessivelv full skirt splaying out from the hips 
— tightly fitting sleeves that reach almost to the knuckles, 
low-cut necklines, and a gracefully hanging semicircular 
cloak richly lined with furs or contrasting materials form 
the general basis of outline for some forty years. In 
colour, contrast seemed to be of primary importance. 
Parti-coloured gowns were worn a great deal by both men 
and women, but when this was not done, the idea of the 
split skirts at the side, the cut-away sides to the gown, 
the elbow-lc-ngth sleeves with tippets — all gave ample 
excuse to display a kirtle of rich design or violently con- 
trasting colour. 

While Italian ladies laid out their tresses in all their 
splendour, the other countries went through numerous 
experimental stages before eventually breaking out into 
the wild extravagances of fancy in head-dress witnessed 
during the closing years of the fourteenth century and 
throughout the fifteenth century. 

During the first thirty or forty years of the fourteenth 
century, women followed for the most part the established 
and traditional idea of wimples, barbettes, crespins, etc. (Fig. 
zi). These fashions were succeeded for some further twenty 
or thirty years by a formal arrangement of plaits, often 
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tucked into gold casings worn on either side of the circlet. 
The straight line from forehead to chin was typical of the 
middle of the century, and its most stylized interpretation 
occurs in France (Fig. 22). Sometimes a tiny chin veil was 
worn with this type of hairdressing which gave the head an 
eyen more formal and unnatural effect. Sometimes a net of 
the old jewel-set order was worn oyer the formally arranged 
hair, giying the appearance of a bonnet. 

The next fashion seems to haye had its origin in 
Germany. This was for a yeil with a widely ruched 
border called a 1 Kruseler.’ Layers of goffered frills were 
arranged on the edge that surrounded the face and often 
at the edge at the back too. These frills fitted closely 
round the tace from forehead to shoulder, and no hair 
was allowed to show (Figs. 18 and 19). 

The general arrangements yaried considerably : in some 
representations the frilly edge seems to wave in and out 
in imitation of the hair, while in others it has almost the 
formality of a solid inverted U closely patterned with 
even pleats. 

This inverted U-shape was so popular that one of the 
earliest forms of ornate head-dress was adapted from it. 
A solid roll of stuff, covered with mesh and enlivened with 
jewelled ornaments, was the first of the highly extravagant 
creations to make its appearance in about 1385. 

There seems to be some doubt as to where the peculiar 
passion for crazy head-dresses originated. So quickly were 
they adopted and adapted by France, Germany, the 
Netherlands, and England, that before the close of the 
fourteenth century the veil and circlet had been generally 
abandoned, and the ladies indulged their tastes for excess 
and wild competition in the elaboration of further ornate 
and bizarre head-dresses. 
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With men’s clothes many excesses in brevity and 
voluminositv took place throughout the century. The 
inclination towards tight-fitting tunics, remarkable during 
the closing; rears of the thirteenth centurv, was accentuated 
and exaggerated until a stage had been reached when they 
had to fasten up in front, so that the seams were not split 
in struggling into them. Their brevity was the source 
of continual moralizing and ridicule. Indeed, the loss of 
the battle of Crccv was attributed to Divine wrath at the 
indecently and inadequately dressed Frenchmen whose 
jackets were so short that in bending --to quote a con- 
temporary record — “ Any one standing behind them could 
sec their hose as well as the anatomy beneath.” The shorter 
tunics were distinctly a French fashion, which spread with 
amazing speed to other countries. 

About 1340 the low waist-line which had been accentu- 
ated by the addition of a heavily jewelldd belt, ceased to 
be absolutely general, normal waist-lines appeared again. 
This fashion evidently did not supersede the craze for the 
hip belt, for the latter continued to be popular until the close 
of the century. The tunic or jacket usually had a flared 
skirt, except when it was so short that only a few inches 
appeared below the belt, and this was frequently ‘dagged’ 
or cut in a series of points or patterns. There were rows 
of buttons down the front opening, and often from wrist 
to elbow. This was the established fashion for many 
years (Fig 23). 

‘ Dagging ’ or cutting the edges of sleeves, hems, 
hoods, etc., was prevalent as early as the ’thirties, but 
became increasingly popular as the century advanced. 
The craze became so persistent that longer sleeves, fuller 
skirts, and more profusely hanging draperies were sub- 
stuumd tor the briefer garments tor all formal occasions. 
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so that there might be more edges to cut in an increasing 
variety of shapes (Fig 24). One finds the edges of the gorget 
and the full hanging sleeves of the super-tunic cut in com- 
plicated flower and leaf shapes, and often lined with 
contrasting material to add to the decorative effect. 

At first the fashion pertained almost exclusively to 
male garments, but later the craze spread to women’s 
fashions and enjoyed a short popularity in feminine circles 
in the decades surrounding the opening of the fifteenth 
century. 

It was during the last five or ten years of the century 
that the greatest changes in styles took place. A real 
interest in clothes as a means of personal expression, 
fostered by the rapid advancement in the art of tailoring, 
led to the extravagances and absurdities so typical of the 
fifteenth century. 

The houpelande, a bell-shaped garment fashioned from 
a complete circle of material, with voluminous hanging 
sleeves, came into fashion about the year 1585, and remained 
the almost standardized shape for all male garments for 
nearly a century. By nature of its shaping no folds 
appeared on the shoulders, the first fullness was girdled 
at the waist and from beneath the belt it hung with increas- 
ing fullness to the hem. When the houpelande was worn 
very long it swept in dignified folds on the ground and 
was usually dagged after the manner of the then pre- 
valent fashion. The sleeves also often swept the ground 
— an unpractical, but nevertheless effective and imposing 
fashion. 


It was adopted by both men and women and differed 
little, if at ail, in its earliest adaptations. The throat was 
high, the cc, liar often covering the ears, and it fastened 
down the tronc s-ui'.e six or seven inches. Very often the 
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opening at the throat was edged with fur, or the edge of 
the collar itself might be digged. 

A peculiar fashion which enjoyed a short popularity, 
and was essentiallv German in its inception and use, was 
the passion for bells (Fig. 25). Thus we find bells decorat- 
ing the hems of tunics, worn round the throat on heavy 
collars, wired to the belt so that thev stood out from the 
body, and often worn on a chain or wide band of embroidery 
that was hung from one shoulder across to the opposite 
hip. There are frequent allusions in contemporary manu- 
scripts to this peculiar fashion, which lasted for some 
thirty years. 

Other excesses of the time include the absurdly elon- 
gated toes to the shoes, which produced the usual deluge of 
abuse that all exaggerated fashions arouse. The extreme 
brevity of the jackets, the almost wasp-like waists worn 
by men, the gigantic sleeves which appeared in an astonish- 
ing variety ot shapes at the beginning of the fifteenth 
century, and the large bell-like opening to the under- 
sleeve, which almost covered the hand, are other examples. 

It is not perhaps surprising that the weird and wonderful 
head-dresses worn by the women should find their 
counterpart in those worn bv the men. Where previously 
the hood and the hood reversed had been almost the only 
form of headgear worn by men, thev now broke out 
into an orgy of extravagant styles, which are, strictly 
speaking, more typical of the early fifteenth century than 
the end of the fourteenth. 
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A LTHOUGH a bewildering mass of material regard- 
Nng the activities of the French theatre during the 
fifteenth century exists, the information, though interesting, 
leaves no definite record of a single praiseworthy work. 

In France the whole attitude towards the theatre changed 
considerably during the Hundred Years’ W ar, and although 
it had not turned people from patronizing the theatre, it 
had become once more an instrument for instruction — this 
time in a political sense more than a religious. 

Thus in the year 1494, during the Italian expedition, 
Charles VIII of France had a play or playlet written and 
performed with a satirical gibe against the Pope and the 
King of Spain. The encouragement of the theatre by 
princes was not because it amused them, but rather because 
they realized that they might convert it into yet another 
instrument through which they could extend their power. 
This attitude is so persistent in the fifteenth-century 
French farce that it practically ruins any theme that 
otherwise might be worthy of re-plaving. 
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The grouts -_-i actors most encouraged wamd to 
La Sortie — dented from the ancient feast -~>i. the Ferns or 
the Tmtccuv- ceom The ph-wers, wearing gtoer mu 
"eliow pititi-cc.' e cd tunics with dunces’ caps on tr.cir 
heads, jeer at y_ wers — more especially the Lharcn — 
ana outrage env >.m-nced person bv presenting him T;:h 
„ tool’s can w:w donkey’s ears. This contempt rare 
■ monition will sb.w how deep-set was the peculiar enm.cv 
: : rite advancement or the theatre. “ . . . \\ hat can 
:te e.o against a scandal which is older than two centuries, 
id is bemg wagged through all the kingdoms to the 

Trncng this o 'Ugli mic-ration of satirical, political, 
and religious 'mgs’ no worthy record exists of what 
mignt rruiniuiiy w ci.ded dramatic farce — certainly not 
uramat'c art. 


‘he still rind rh.c bamis of strolling entertainers froiick- 
ng tor rpeo own amusement as much as for the amusement 


t me crowns. ^ Oesc muring companies were gradual!” 
• •u:tmg the pro:eSMon.d jugglers and their traditional 
paraphernalia of performing animals and theatrical disguises 
— ;j do replacea rhemsg', es be proressinnai actors who 
a nsututed the permanent and ternnwrar. traveihng troupes 
die sixteenth centur-. . 

.wo so-ca ico Mot.n -ties or the century are worth 
recording, because the; had such a long popularity. Pro- 
duced in iusc, they were still being placed as late as 
1540. The first, T> fher cf :i-. D. s:ru:: : ■/’ 7 /v;i, was 
borrowed riom me w ms of Guidc» dc Coionna, and 
:ne seconu, -hmy. g. m |Vr hgi -.j 1 taken rrom 

contemporary his r < m. . 


Tor the rest, 
hv buffoonery hi 


u"' and licenrhrus farce bohtcicd 
s.. .md political ridicule rooked 
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the French stage of the fifteenth century of any out- 
standing work of merit. 

Italy again produces the highest degree of literary 
achievements, and later Spain contributes lavishly to the 
slowly augmented collection of the fifteenth century. 

Bojardo, Lorenzo de Medici, Luigi Pulci, and Ariosto 
all wrote in a similar manner — that of the rambling romance. 
The first proceeded to meander to such good purpose 
that his life’s work. The Lores of Orlando, was not finished 
when he died in 1494. 

Ariosto, coming after him (born 1474), admired the 
style of his work to such an extent that he proceeded to 
enlarge upon Orlando’s vicissitudes and adventures and 
carried on with a kind of sequel to the original theme. 
This habit of finishing or extending the works of another 
autho- seemed to be indulged to a great extent during the 
fifteenth and sixteenth centuries, as also was the habit of 
rewriting from another’s plot. Besides his Orlando he 
also wrote several plays which were acted in the Court 
of Alfonso, Menechino and La Cassaria being his most 
noteworthy works. 

These stories were all highly imaginative, with magic 
rings, giants, secret potions, and all the fantasy which 
we may find in the old fairy stories, and it is very probable 
that Shakespeare took his idea of A Midsummer Might’s 
Dream from The Lores of Orlando. Here we find the same 
complexities of the love-blinded youths and maidens 
wandering through the mazes of an enchanted forest. 

Luigi Pulci was another writer of romantic fantasy 
whose ideas are said to spring from the records of the 
old chivalrous days written down by Archbishop Turpin 
duung the twelfth century. His greatest work 
Moi\.a:ti Magmore. 
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In all these Italian poems we rind a pointed wit and 
airy lightness, which contrasts strangely with the rough 
humour and extravagant imagination of the Spanish 
writer 3 . 

luar. del lincina wrote the nrst Spanish plays about 
1456. The only earlier attempt m this direction was an 
allegorical drama written bv Villcna. 

Juan del Enema was born in Salamanca. He travelled 
to Jerusalem and then lived for some years in Rome, 
acquiring a knowledge of the Italian dramatists. Curiously 
enough, his work was not influenced bv the Italian style, 
but followed rite romantic tragedy without the hairbreadth 
escapes and superabundance of magic and supernatural 
etceteras that typify the Italian writers of the Renaissance. 

John i of .dragon .nvited p- >cts to settle in Barcelona; 
he also esubhi.'icu an academy there for the cultiva- 
tion of poem ; and ft the end of the fifteenth century 
the theatre ocean to interest classic scholars. Several of 
the ancient chs-.o wee re-enacted, and a passion for 
pastoral sewny. ueC-uvc the comae. 

The rbst orgmal tragi d’ published in Spain was the 
work ox Geronun • ke..mabm He wrote X/sj Lastwiosa 
and •' E ••'//•. ... :ir: ; ;-t which wcio founded on an old 

Span:?:. n."U;i : play :.dk-.i 7/:.., whose origin is lost 

in oimeuntw . m umvimten wdi.n of this play appeared 
earlv :c. tk.c r.rwcmh . eioui, • . Fernando de Rojas, and 
it m.u~ ■*< >:ue • »t r v tragedy or voung lovers involved in 
tan::!-' feuds to V found in rdoo ■ ./or \n:u t . 

1 he tvs: :e* ■ year- ■ -r the century owe many of their 
peculiar stvles :■ enno mu German inspiration (Fig, 31). 
'I :k gigaf-i'. ee.-. - s. 'tu.. wusts, and ruli skirts worn bv the 
men wee repeated :-y *no women, though here, more often 
t’nan not, the woman s v aisc-lm-e is high under the breasts, 
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while the man’s, particularly in Germany and Holland, is 
still to be found well down on the hips. 

The period of exaggerated dagging, pointed toes, huge 
sleeves, brilliant colouring, and peculiar head-dresses lasted 
until about the ’thirties. If short, full skirts were not worn 
by the men they arrayed themselves in the sweeping 
houpelande and turbaned heads, in silhouette hardly recog- 
nizable from their wives and sisters. 

The hood, with the face-opening placed on the head 
— the gorget and liripipe hanging — started to be the most 
accepted form of male head-dress from the end of the 
fourteenth century and remained popular for nearly a 
hundred years. In Fig. 32 four examples have been 
illustrated to simplify its rather amusing evolution from 
hood to ‘ chaperon.’ 

Fig. A shows the hood as worn during the fourteenth 
century — essentially a garment to protect the head, neck, 
and shoulders. The edges are dagged round the shoulders 
in the approved fashion. Fig. B shows how the facial 
opening became the head-opening — the dagged gorgets 
hanging at one side and the liripipe at the other. In 
Fig. C the liripipe has been wound round the head, lifting 
the frills made by the hanging gorget and forming a 
sort of coxcomb on top of the head. A hat was eventually 
produced to give a somewhat similar effect, though lacking 
the direct purpose of hood and hat. This hat was called 
a chaperon or bonnet, and the band that had once been 
formed by the liripipe became a large turned-up brim ; 
the liripipe was substituted for a ‘ tippet ’ or wide hanging 
band of material stitched on to the brim of the bonnet, 
and a bunched length of material with its sides dagged was 
further added to give the coxcomb effect. The ‘ tippet ’ 
more often than not was worn under the chin and tucked 
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up into the brim the other side of the face, in much the 
same wav that the ladies’ barbette or a former age had been 
arranged with the fillet. An example ot this stvle can be 
seen in Fig. 52 D. 

No' content with this entertaining and varied arrange- 



ment ot head-dress, Ac men indulged in an animated 
competition ;n hats <_•: almost every possible conception, 
Netherlandish styles favoured sometning verv large and 
made of beaver --tne brims were not so large as the 
crowns and for some fifty years at least a Flanderish 
beaver bar was a necessary item m everv well-dressed 
man's wardrobe. 
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The Italians undoubtedly achieved the most exagger- 
ated fashion of an amazingly grotesque age, some twenty 
years after the beginning of the centurv (Fig. 33}. 

From some of the accompanying drawings one can 
see that every shape and form was enlarged upon and over- 
ornamented to such an extent that any original idea of 
utility was completely overlooked. 



Fig. 33 


During the 'twenties and 'thirties the full hammig tunics, 
with their ornate sleeves cut in every conceivable shape 
and decorated almost out of recognition, practically 
obliterated the more stately ankle-length garments of a 
few years earlier. 

The bag sleeve with two openings, one at the elbow 
and one at the extreme end ot the sleeve, seemed to be 
equally popular throughout Europe. But the great cape- 
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Fig. 35 

sleeve, cut in a half circle of material and stitched in a 
straight line from shoulder to hem — front and back (see 
Fig. 34) — was definitely an eccentricity of the Italian 
Renaissance. 

One theme governed the cut of almost every male 
tunic or surcote — this was "he circle. Whether it was cut 
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up the sides cr hud sleeves added, the same basis was 
ne-cessai v 'o r^oauce the tnicklv hanging folds demanced 
bv fashion Often the sleeveless or sideless gurrncn: was 
girdled m front >nha its fullness neatly arranged -n 
pleats front 'he bw; dtv.n. Sometimes no belt oi girdle 
was visible, or ..<■ east rot over the garment; torn-: sort 
of girdle was at.nur hole the knee and nurse, oat 
usuallv the bT: ■•tat: worn outside — tltc exact position of 
the waist ear mg t > y.i:: the wearer’s meunarirn ;T:g. - 

The low :.5 r -hne remained popmar in Lermaw 
some rears -T.e- *..e Trench and Italians it a a ’ctarr.e.i 


the normal. Tram knee to mud-thigh wn- 'he most papuar 
length for tn: aavc tor the nrst half oi to centum- -me re- 


vet re of course numerous exceptions, art the verv snort 
tunics rv pica. rite cosing vvars o f the tburrcenth c er.v. 
were not typical or rue carlv fifteenth l : a. ml . 

Later than :0.5c, however, the silh.-uettc .rid :u:un 


changed — r.rsr w 

1 ranee tins time, r < > vc w f . 

pw.. md 

exaggerated in a t a 

hr and fpain. The skirts • i 

t.ie tame 

or doublet, as r 

was now called, were abbrevj 

ated :a .- 

stage of -absurdity ; 

cached about 1460 (Fi g. s-a,. 

'Then the 

full-pleated s k . r 

food mat xrorn the ’-..-it . miv 

about ax 


inches in length., tne waist became tighter ana the fullness 
was arranged across the chest to form an almost feminine 
curve. The sleet es, iron: being full at 'he bottom, ’''-ere 
reversed in shape, and a!! the fullness possible was gathered 
into the shoulders, the par; covering the forearm be- 
coming tighr-rnting. This gave the figure the impression 
of having an To-ir.rc.lv small waist and gygantic shoulders 


-and hips m contrast to the long, slim legs, with 
still pointed roe-. 

\t the beginning of the century, men had worn 
hair in a variety of ' cuts.’ The most usual, and mede 


them 

1 

nicir 
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the most unattractive, was the style that could be arrived 
at if a basin were inverted on the head, just touching the 
top of the ears and the nape of the neck, all the hair 
that showed beneath this shape being cut awuv, even to 
shaving up behind the ears. After about 1420 a ‘ bob ’ 
or long ‘ bob 5 with or without a fringe was more popular, 
and frizzing and curling with irons an everyday occurrence. 
After the middle ot the century the fashion tended towards 
really long hair — especially in Italy ; the srvlc tor shoulder- 
length curls was more general in France (Fig. 38). 

Caps with high crowns of varying shapes and little 
or no brim were worn from the ’sixties to the end of the 
century, and it is probably from these styles of heads, 
with their long curls and high hats, that fashion designers 
of to-day have found their inspiration for so many wild 
and amusing vogues in women’s hats (Fig. 39). 

The last forty years of the century saw a variety of 
brevity and voluminosity in conjunction with each other 
— no medium measures were countenanced. To be well- 
dressed, a man must either have his skirts so short that his 
buttocks were uncovered, which stvlc persistently aroused 
feverish indignation in certain circles, or else his coat 
must be long and voluminous with full digniried folds or 
loosely hanging sleeves (Fig. 40). 
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or else a great deal of skill 
and thought was used in 
their tailoring so that the 
design appeared evenly 
matched when the gown 
or tunic was ready to 

wear (Fig. 42). 

If one bears in mind 
that fifteenth -century 
clothes relied on their 
v richness of colour, 

/ boldness of design, 

and exaggeration of 
shapes, rather than on the 
barbaric jewelled ornamen- 
tation indulged in during 
the preceding and succeed- 
ing centuries, it is perhaps 
easier to understand the 
reason for the peculiar 
persistence of fashionable 
excesses. 

Although the most 
obvious and therefore more 
important male garments 
consisted of hose, doublet, 
and surcote, a numerous 

variety of smaller items 
was added to give the 
required variety in effect. 
Separate sleeves were worn 
from quite early in the 
century ; sometimes they 
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were buttoned on at thesnoulder, 
but more often tied with a sort 
of ornamental shoelace with gold 
or silver points and threaded 
through eyelet holes in the two 
garments. This fashion was 
commonly known as ‘tying with 
points,’ and lasted in favour 
and general adoption well into 
the seventeenth century. 

The hose were fastened to 
the gipon or under-tunic in a 
similar manner, which must 
have complicated speedy 
dressing, and caused no 
little annoyance with its 
naturally tightened knots 
after a hard day’s work or sport. 

The glimpses of the under- 
garments caused bv this method 
of fastening necessitated the use 
of liner linen, and the use of 
liner linen appeared to spur the 
wearers on to further excuses 
for displaying it. Thus we rind 
numerous fashions introduced 
with this purpose in view : 
sleeves shr from wrist to elbow, 
and tied at intervals ; the fronts 
of doublets split to the waist and 
the shirt nulled out like a noutcr- 
p'gc'< >n ; and iac.nus crossing the 
front opening to add pattern 
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And during the last years of 
the century the introduction 
of slashing supplied the 
excuse for endless excess in 
this direction (Fig. 44). 

So much for the men, then . 
The century had opened to 
the jingling of German bells, 
to cropped heads, long toes, 
huge bell-shaped sleeves, small 
waists, and collars and cuffs 
covering the lobes of the ears 
or the knuckles of the fingers, 
in their bell-like shapings 
true to the tinkling tradition 
of the times. It passed on 
from the heavy drapings, rich 
colourings, and expensive 
beaver and furs of the 
Burgundian Courts to the 
fantastic and distorted shapes 
of the Italian Renaissance, 
with their exaggerated hats 
and ribbons, pleats and curls, 
frills and feathers, and 
finally aroused a 
\ N \ keenly national com- 

AA ' 

Fig 46 P4T.F So 
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petitive attitude towards dress in all European countries 
iFig. 4) i. The slashings and pullings or the German 
Courts vied with the gilded draperies or the Italian and 
Spanish. The French fashions fostered a passion for 
subtle tailoring which earned for Parisian couturiers a 
long-established name for perfection oi cut. 

The simplicity of feminine attire (Fig. 46) — which 
had until a few vears before the fifteenth century been an 

j 

established feature — had vanished finally in an avalanche 
of new modes and an obvious desire to compete with the 
varied styles of the men, soon alter the century began. 

Trains were perhaps the most obvious excess of the 
century. Gowns became not only inches but yards 
longer. A modish style prevented any easy movement of 
the limbs, and unless the skirts were gathered up in front, 
walking became impossible — here we see the reason for 
all the contemporary ladies ot the early and middle fifteenth 
century being depicted with masses of skirt bunched up in 
front and held over the stomach (Fig. 47). It was, without 
doubt, the onlv way to facilitate movement, and the amount 
of material in these skirts is only possible to estimate if it 
is realized that they were practically always circular in cut, 
therefore the yard or so that usually rested on the ground 
was some ten times the circumference of the folds about 
the waist. 

The two most obvious fashions in dress for fifty vears or 
more were the sideless surcote and the houpelande (Fig. 
48). W ith the latter the variety in sleeves was as complicated 
and numerous as in those of the men — bur its original 
shaping as a complete bell from the shoulder changed 
considerably until we find versions with the top fitting the 
bodv closely without folds to the waist, and the bell-shape 
from the waist down (Fig. 49). 
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The sideless surcote remained fundamentally the same 
until the ’sixties, and the sleeves of the kircle beneath 
were always tight-fitting. 

A stvle which appears to have arisen as a result 
was that of a figure-fitting garment from shoulder to hip; 
this was richlv decorated and was otten sideless, but 
always tight-fitting, low-necked, and short-sleeved, so that 
it might show the garments beneath. It appears to have 
been worn rnosth' in Germany (Fig. 50). 

Throughout the century one style found undiminishing 
favour ; this was of the closely fitting gown which flared 
out from the hips in a bewildering tullness. Its sleeves 
might follow any known and approved style, and occasion- 
alb a girdle was worn with it; otherwise the same gown 
might have been worn for some seventy years. 

During the last decade of the century the whole style 
altered. The curved clinging lines of the Middle Ages 
gave place to the high-waisted and full-gathered skirts 
which have become in most instances the inspiration of 
traditional national costumes of the various European 
countries. It was undoubtedly from these particular 
decades in history that many of the peasant costumes have 
come ■ Fig. 52}. The peculiar head-dresses which are now 
s'.mholical of certain countries were probably fashionable 
onh for some twenn or thirty years, but theirverv ornateness 
and expense ha\e rendered them traditional. The ladies 
who first wore them so valued these pieces of extravagant 
indulgence that they were handed down with care to their 
children and children’s children to be worn only on feast- 
d.w and special occasions. Eventually when time had 
lx gun to render them ail but shabby and dilapidated, 
thev were almost an established feature of gala days and 
had to be reproduced in all their sparkling glory, replicas 
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of an age long dead, but nevertheless still a cherished 
fashion. 

These head-dresses of the fifteenth century stand out 
in the history of costume as perhaps the most noticeable 
and arresting peculiarity. 

There seemed to be no end to their variations and 
eccentricities, and to give a full description of each and 
every style would be, after five hundred years, an impos- 
sibility, for each lady of fashion devised new methods 
of adorning the standard shapes which by about 1420 
were very numerous. There were the rolled head- 
dress, resembling in shape an enormous dough-nut ring ; 
the steeple, hennin, or sugar-loaf, with its tall point and 
flowing veil ; the butterfly, composed of a complicated 
arrangement of folded and stiffened lawn or linen of 
elegant transparency ; the box head-dress which, when 
completed in shape, resembled two large flower-pots — one 
over each ear, covered with gold mesh and jewels, and 
usually surmounted by a crown and veil ; the horned 
head-dress, gigantic and unwieldy, or small and 
compact ; the great U-shaped roll, with decorated sides 
and spangled veil ; the one of Egyptian shape that was 
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curiously reminiscent of Queen Nefertitis ; the slightly 
tapering black cylinder complete with eye-veil ; the 
dozens of German and Dutch nun-like head and face 
drapings (Fig. 5 3). 

And to make up in some parr for the lack of jewellery 



A 8 


k.' 




D 


Fig. 54 


worn on their gowns, the majority of these head-dresses 
abounded in rich and exotic decoration ; gold lacings, 
pearls, and gem ornaments were arranged in complicated 
patterns or studded carelessly here and there to suit the 
vagaries of the wearers. Transparent lawn placed a very 
important part in the majority of these head-erections. 
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Long sweeping veils or tiny stiffened eye -veils were usually 
worn when the head-dress itself was not entirely composed 
of this material. 

The majority of these head-dresses are comparatively 
easy to reconstruct with the aid of buckram, tulle, and 
wire, but lacking the first material it is very difficult to 
imagine how these formidable erections retained their 
shape during the fifteenth century (Fig. 54). On a close 
study of some of the heads of the contemporary memorials 
and effigies, their construction gives the impression of metal 
work rather than any more flexible composition. It is quite 
probable that quite a number of the more ornate erections 
were composed of a gilded and jewelled wire cage, lined 
with some rich silk material. When this was the case their 
weight must have been no small consideration. 

With all these head-dresses the most remarkable and 
general feature is the complete lack of any hair showing. 
This freakish fashion was so persistently prevalent that 
the ladies went so far as to pluck the hair from their fore- 
heads and necks so that not a single stray lock might be 
visible to detract from the majesty or peculiarity of their 
head-dressing. 

This fashion gave the ladies an unnatural stiffness and 
formality, and worn in conjunction with the sweeping trains 
and finger-tip length sleeves accentuated the white oval of 
the face and the slim column of the neck. 

One notices their hairless effect both in the nude 
and draped figures of the period ; the hair being so dragged 
back and shaved from the forehead that the women appear 
to have peculiarly bulging foreheads and a rather masculine 
baldness about their faces, and the hair from being 
perpetually packed away beneath a weighty head-dress 
falls in long, creeping strands, lank and lifeless. 


PAGF I :c 





WESTERN EUROPEANS' COSTUME 

At this period fashions catered with equal thought 
for young and old. The soft folds of the wimple and 
butterfly or nun-like head-dress softened the relaxing 
outlines of the older woman’s face and gave dignity 
and quality to those who had lost the first freshness of 
youth (Fig. 55). 



Fig. 56 

In much the same way the chaperon and hood, with 
the flowing gowns worn by the more sedate and elderly 
men, instead of attempting to compete with the long- 
legged brevity and jaunty hat of youth, inspired a dignity 
of their own. 

It is a great pity that other ages have not been so 
accommodating with their stvles. Youth and age should 
not compete or try to wear the same fashions. 
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The peculiarly excessive modes in head-dressing had 
almost vanished by 1490, and a complete revulsion in 
styles had welcomed once more the fashion for long hair. 

During the ’eighties several German fashions followed 
the Italian method of introducing the hair into the head- 



dress, but there is a hardness and almost brutal treatment 
in their stiffly plaited heads, which is certainly lacking in 
the informal ‘ formality ’ of the Italian fashions. This 
is particularly noticeable in Figs. 52 and 56. 

Throughout the fifteenth centurv, when all the other 
European countries vied with one another to make their 
women appear bald, the Italians continued to allow their hair 
to show (Fig. 5 7). Even with the more severe stvles we can 
still see tinv wisps of curls peeping insolentlv from beneath 
the head-dress, and numerous methods were adopted and 
adapted so that a fashion worn in other countries might 
be worn in Italy without the necessitv ot covering the 
wearer’s luxuriant tresses. Even with the horned head-dress 
we may see instances of the hair being drawn through the 
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horns and falling in waves and curls from the points, 
while in the other European versions, a veil would answer 
the purpose (Fig. 58). 



Fig 


It has been suggested that fondness tor depicting hair 
shown bv the Italian and some Spanish artists, during a 
period traditionallv famous for its hairless beauties, was 
merely the artist’s peisonal aversion to rite extinguishing 
of women’s crowning glorv, and that he compelled his 
models to abandon their fantastic head-dresses m favour 
of a more pastoral eiiect which he himself engineered in 
his studio only. 
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On a minute study of the numerous works of con- 
temporary artists, this suggestion does not appear practical. 
The same coincidence could not possibly occur on all the 
pieces of sculpture, portraiture, and illustration (Fig. 59). 
The same or similar arrangements of hair could hardly be a 
figure of each and every Italian painter’s imagination painted 
at different dates in different parts of the country. It is 
more than probable, however, that one or two artists— 
Botticelli, for instance — preferred to rearrange their models 



Fig 6C Fig. 61 

and make more of their hair than they were in the habit 
of wearing for everyday occasions (Fig. 60). Some of 
Botticelli’s complex arrangements of plaits and pearls appear 
a trifle too ornate to be feasible. 

It most certainly appears, therefore, that Italian women 
did not favour the French and German fashions that 
completely eclipsed their hair (Fig. 61). If a high head-dress 
was the fashion, then the hair must play a part in it — and 
numerous very charming and amusing styles, many of 
which have been included in these pages, were the 
ultimate result. 
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A LTHOUGH there were brilliant works by many 
-^dramatists, and general experiments in a more 
finished theatrical production throughout the fifteenth 
century, the sixteenth offers much more in this direction. 
And this time Spain contributes more to dramatic records 
than any other country. 

Lope de Rueda constructed the paraphernalia of a 
dramatic actor and manager in the very simple form of a 
large bag, its contents consisting of “ Four white dresses 
for shepherds, trimmed with copper gilt ; four sets of false 
beards and wigs ; and four crooks.” The average comedies 
could all be played with these properties, as at that time 
the themes varied little from conversations between 
shepherds and shepherdesses, with a negro chorus. 

Lope de Rueda, who was an actor as well as a dramatic 
manager, has been termed the founder of the Spanish 
theatre, but it is perhaps to Nabarro this title should 
belong, as he instituted dramatic effects in thunderstorms, 
noises off for battles, etc., a sidescreen with cloud effects, 
and an orchestra in front of the stage. And with these 
added attractions came a reaction from the false beards, 
and a greater demand for better stage-properties, which 
resulted in the abandonment of the bag in favour of large 
boxes containing a greater selection of clothes. 

During the sixteenth century dramas were acted all 
over W estern Lurope, and the establishment of repertory 
troupcs became a feature of numerous large towns. 

It was with considerable difficulty that the theatre, 
as a public entertainment, established itself in Spain. 


PAGE 




WESTERN EUROPEAN COSTUME 

Though as a court amusement it was undeniably 
popular. 

Among the many brilliant dramatists of the sixteenth 
century, Lope de Vega appears to have been the most 
prolific in his productions, although out of nine hundred 
plays written by him only a few remain. Possibly a 
great number followed the fashion of the time and were 
stories told in dialogue, with various scene-changes. 

Cervantes, born in 1547, wrote Don Quixote, the most 
successful book in the history of Spain. He tried through- 
out his lifetime to rectify the deficiencies of the stage, and 
some idea of the appreciation of the general public may- 
be gathered from his statement : “ I wrote at that time 
some twenty or thirty plays, which were all performed 
without the public throwing pumpkins or oranges or 
anv of these things which spectators are apt to cast at 
the heads of bad actors. My plays were acted without 
hissing, confusion, or clamour.” 

The theme of Don Quixote seems to have originated 
from Mendoza’s Lauyni/o de Tonnes, which was written 
about 1550. With all these plays and stories the original 
appeared in some form or other several years before the 
now known version. 

forge de Montemayor, 1520-61, another Spanish 
writer, among other works wrote Diana, an acted 
pastoral which established a Spanish fashion, approved 
and imitated by practically every other Spanish poet of the 
time. Cervantes’ Galatea and, later, Shakespeare’s Cjrnbeline 
and Tie II 'inter’s Tale, all appear to have been inspired by 
this delighttul Diana. 

The craze f >r pastoral themes ousted for a time all the 
stories of romantic chivalry which had been so popular 
during the preceding century. 
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In Italy the same preference occurred, and with the 
possible exception of Tasso’s Kinaldo , which once more 
carried on with the now time-worn version of Orlando , 
the majority of Italian writers accepted the pastoral 
influences of Spain. 

Andreas Hartman, a German, wrote a comedy in five 
acts, published in 1587, which appears to be about 
the onlv play written in Germany during the sixteenth 
century. After numerous struggles in this direction, the onlv 
significant and visible result emerging from the close of the 
sixteenth century was the establishment of the theatre in 
Germany. 

The fashion for slashing that had been noticeable during 
the closing years of the fifteenth century now became an 
exaggerated motif in all fashionable apparel (Fig. 65). In 
Italy the style found its way into sleeves more than any other 
part of the clothing. These became a complicated collection 
of small pieces held together with ‘points’ or jewelled fasten- 
ings, and from each curved and cut portion of sleeve projected 
voluminous puffings of the under-sleeve, which was made 
in very liberal proportions. A square decollete neck was 
almost as universal as the V’s had been a few years earlier, 
and once more an over-adornment of chains and necklaces, 
ear-rings and brooches, was the fashion. In less than 
twenty years, 1485-1500, all traces of the medieval in- 
fluence of ornate head-dresses and flowing circular skirts 
had completely vanished in favour of the high-waisted 
gathered skirt, slashed and bunched sleeves, and an 
entirely new method in head-tyring, where each country 
favoured its own styles {Fig. 66). 

In Germany and Holland the bonnet or cap, tight-fitting 
round the face and bulging into a globular shape at the back 
of the head, was most popular for several years (Figs. 67 
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and 68). Italy preferred hats of a masculine type. France 
adapted several charming styles which were in a great 
measure imitated by other countries — the hair was often worn 
in a chignon (Fig. 69). A band of linen worn over the head, 
falling down either side of the face almost to the shoulders 
and often decorated with gems, was the foundation of many 
styles. Over this could be worn a veil, often lined with a 
contrasting material and split at the back ; a variety of fashions 
emerged from the arrangement of this (Fig. 70). One 
particular mode which appears to have been only worn in 
France was the arrangement of a head-dress so that it 
appeared as a curved X on top of the head (Fig. 71). 

Spanish styles preferred a simple arrangement, and 
often the only ornament on the hair was an elegant net with 
the hair bunched up inside (Fig. 72). The difference between 
hats and head-dresses is very apparent throughout the 
sixteenth century — a head-dress was essentially a feminine 
decoration, but the hat might be worn by either men or 
women, and we find identical hats worn by both sexes 
throughout the entire century. There are, indeed, many 
instances when a man’s head might easily be taken for a 
woman’s, and vice versa. Low-cut neck-lines and the flowing 
locks and large beaver hats of Italian and Germanic 
origin do much to destroy the usual obvious contrasts. 

What the ladies’ dresses acquired in volume, the men’s 
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most certainly outbalanced in their extreme brevity — at 
least for some fifteen or twenty years after the beginning 
of the century. 

Absurdly abbreviated doublets — in some cases having 
the appearance of a tiny sleeveless bodice — were cut 
away here and cut away there, with a low square neck, a- 
wide gap between the fastenings in the front, and detachable 
sleeves, all giving excellent excuses for displaying the gor- 
geousness of their fine embroidered linen beneath (Fig. 73). 

Germany carried this mode to extravagant excesses in 
her wild adventures in the field of slashing. In some cases 
it is unbelievable that these much-slashed garments could 
have stayed together at all. We see the legs of hose cut 
in every conceivable direction, great segments of linings 
pulled out ot hardly connected severings (Fig. 74). Later, as 
the fashion became more established, numerous methods were 
devised in which the same or similar effects could be pro- 
duced without the necessity of cutting to quite such an 
extent, and, later still, tiny slashings were imitated by little 
puffs of material sewn on to a perfectly whole garment. 
Ribbons were used a great deal to give much the same effect. 

No single item of apparel escaped the snippings of the 
tailors’ shears. Gloves were ornately slashed so that a 
bulge might appear on every knuckle with the stretchings 
of the slashed leather ; patterns were cut out on the 
gauntlets of these same gloves. Shoes became a mere 
apology for a foot-covering. The pointed toes worn for 
hundreds of years completely vanished before the beginning 
of the sixteenth century, and in their place appeared a 
mule-like square-toed slipper, the toe cut in various patterns 
and evenly slashed from toe to instep (Fig. 75). There 
might be a tiny covering for the heel tied with a leather 
thong round the ankle, or the entire sole from toe-cap to heel 
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might be unattached, the wearer being compelled to keep 
his shoes on more by knack than anything else. 

Hats were slashed, and we find many amusing 
styles arising from this fashion. Should the brim be cut 
at intervals of three or four inches, some of the pieces 
might be folded back against the brim and an endless 
variety of shapes could be designed. 

While Germany made numerous experiments in an 
intriguing variety of ornate slashings with abbreviated 
doublets, immense sleeves, and fantastically tattered hose, 
France added a skirt to the short-waisted doublet, and with 
the lavishness typical of the period, produced a garment 
with skirts almost as fully pleated as those worn by the 
women. This style was adopted by Italy and carried to 
further extremes, until in some representations we see 
the men’s skirts standing out almost like a ballet skirt (Fig. 
77). Italian styles still favoured stripes, and these new skirts 
were often made of alternate colourings and worn 
over striped hose. The extreme tightness of the short 
doublet and the exaggerated fullness of all sleeves were 
the two typical features of the first twenty years of the 
century. 

The fashion for skirts on men’s doublets was not 
entirely universal, and as early as 1530 we see the Spanish 
styles turning towards a long, straight doublet reaching 
below the waist, and what had been the slashed hose 
turning into the trunk-hose typical of the sixteenth 
century. As the peculiar passion for slashings abated 
somewhat, a sort of compromise was made in the 
decoration of the hose. Only vertical slashings were used, 
and these usually appeared from mid-thigh to the hip. The 
linings were drawn out, and the original length of the ribbon- 
like slashing exaggerated, until soon after 1530 trunk-hose 
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appeared. Gradually the linings to these garments 
assumed more and more voluminous proportions, until 
eventually stuffings of rags or horsehair were inserted, 
so that an almost pumpkin-like rotundity appeared sur- 
rounding the hips and thighs and making sitting down an 
exceedingly difficult accomplishment (Fig. 78). The various 
wavs in which this fashion was interpreted bv different 
countries at corresponding dates is very interesting and 
amusing. The German styles dispensed with the bom- 
basting as much as possible, their particular forms of 
exaggeration being the vast quantities of stiff and crackly 
silk used in the linings. These were drawn out and fell 
in great voluminous folds between the strips of original 
material, often almost to the ankle. The linings were also 
hitched and arranged over the lower sword belt and the 
strap that held the dagger or powder horn (Fig. 79). 

These peculiar nether-garments were commonly 
alluded to as ‘ plunder-hose,’ as they were a style adapted 
at first by the Swiss and German mercenaries. Their 
title was apt in more ways than one, for certainly these 
voluminous garments made an excellent storage place for 
plundered goods, though their origin seems to have 
been from hose that had been plundered, slashed in 
this absurd fashion to fit the new owners, and stuffed with 
the rich materials discovered among other treasures. It 
is said that in walking, these plunder-hose made a sort of 
1 frou-frou ’ sound very much admired and encouraged 
by the followers of the mode. In the majority of the 
French styles the upper-stocks were rilled tightly and neatly, 
at first resembling in contour two footballs from hip to 
mid-thigh, but later when the upper- and net.her- 
stocks were joined, the bombasting appeared in an 
almost unbroken single roll worn just round the hips. 
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The doublet in Germany remained short-waisted and 
skirted for some fifteen years or more after the long- 
waisted Spanish styles had been introduced, and during 
this period, 1530-45, we find the most marked contrasts 
in the fashions of the north and south. The only garment 
which appeared fundamentally the same was the wide- 
shouldered gown, fur-lined, with fantastic hanging sleeves 
and deep, wide collar from shoulder to hem. This gown 
was universally popular for some fifty years and varied 
only in its length and decoration. 

As with the men, German women favoured the high- 
waisted type of gown. Full pleated skirts, high necks, 
and a curved corset and bulging sleeves were worn, with 
a tiny bonnet or jaunty masculine cap set on one side 
of the head (Fig. 80 and 81). 

Spanish and Italian ladies had lowered their waist- 
lines, corseted themselves in leather from breast to hips, 
split up their skirts to display a gorgeous underskirt or 
petticoat, and generally assumed the silhouette more 
typical of the 1550’s, soon after 1530. Gigantic sleeves 
with a bell-shaped opening did much to disguise the V- 
shaped corset, but this passion for tight-lacing and un- 
natural stiffness typifies the Spanish ladies throughout the 
remainder of the century. Although the stomacher or 
stiff bodice became considerably longer and even more re- 
straining in shape during the years after 1550, the silhouette, 
except for the addition of the ruffle, changed very little in 
Spain, once this style was established. 

French styles favoured a waist-line almost normal, and 
their chief differences were still in the matter of head- 
dressing. Their coifs and cauls were entirely different 
from the modes of either Germany, Spain, or Italy (Fit:. 82). 

The increasingly full skirts worn in Spain soon de- 
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mantled some sort of foundation to hold them up, and 
we find the first of the crinoline ideas in the Spanish 
farthingale or vertingale, introduced a few rears before 
the middle of the century. The craze was universally 
adopted, and all sorts of contrivances of stiffening and 
hoops were arranged to keep the skirts out in the fashion- 
able bell-shape. The favourite method seemed to consist 
of a hoop of material at the bottom of the petticoat and a 
crescent-shaped roll of padding worn tied round the waist 
beneath the skirt. 

The ruffles which had slowly been forming from the 
tightly gathered edges of the skirt or shift were first seen 
in Holland, their rich shining curves assisted by the novel 
discovery of starch. These ruffles were a deep creamy shade. 
It is not only the age of the portraits of some old Dutch 
masters that gives the whites such a rich, yellow tinge ; it 
was the true representation of the starched caps and bonnets 
and ruffles, the earlier starches all having a slightly yellow 
tinge which was later substituted by blue. This discovery 
of starch facilitated the making up of caps, bonnets, 
collars, cuffs, and aprons, and in consequence these items 
received more and more attention until eventuallv thev 

« v 

materialized into the fantastic lace affairs worn throughout 
Europe at the end of the century. 



Fig 82 
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Women’s sleeves echoed the contour of men’s legs 
during the ’fifties — a full-padded sleeve worn from 
shoulder to midwav between the elbow and armpit ter- 
minated in a close-fitting sleeve to the wrist. This style was 
French in inspiration but was so quickly adopted that very 
few sleeves worn during the ’sixties did not follow the 
fashion (Fig. 83). 

It must be remembered throughout this period, 1500- 
155c, that the gowns and kirtles, petticoats and stomachers, 
did not complete the ladies’ entire wardrobe. Numerous 
small garments, such as odd sleeves, tinv shoulder capes, 
and false fronts to show where the skirt split up the front, 
were utilized to add to the general effect of luxury and 
wealth. 

The century made an ostentatious display of personal 
possessions. Gigantic sums were squandered on clothes 
and the various items that went to their adornment. 
Buttons particularlv were a much coveted possession, and 
v here th lsl did not form the theme for a decoration, 
pearls, jewels, embroideries, and slashings of microscopic 
dimensions took their place (Fig. 84). 

Fantastic as the clothes of the first half of the sixteenth 
century were, those styles worn during the second half 
rivalled them in every essential feature. Everv possible 
exaggeration of shape took place during this period, and 
no other fifty years in history saw so manv changes in the 
shaping of men’s nether garments. 

I ull bombasted knee-breeches tied at the knees with 
a large flowing garter were favoured in Iralv soon after the 
’sixties; and a few years later another Italian stole appeared 
where the trunk-hose were severed at the knee and another 
stocking worn over or under them which just covered 
the knee or reached to mid-thigh (Fig. 85). This gave the legs 
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three separate kinds of material — first the roll at the hips, 
still split or composed of strips over the bombasted linings ; 
then the appendage from mid-thigh to below the knees, 
which might consist of almost any material but more often 
than not was made of ‘ tricot,’ the earliest form of jersey 
cloth; and then the ‘ nether-stocks,’ or short hose gartered 
at the knees. The absurdly slashed trunk-hose, with 
hanging linings ot liberal proportion, were still worn a 
great deal in Germane and France. Germany, indeed, 
favoured these stvles until the close of the century, though 
France was quick to adopt the Italian stvles. Towards the 
’eighties, however. Fiance had a style of her own ; this 
was for an ! open-b reecher,’ a somewhat clumsy form of 
which we should now call ‘ shorts ’ finishing just below 
the knees. Endless variations of these styles occurred all 
over Europe (Fig. 86). 

The doublet, once generally established as a long- 
waisted garment with a short skirt and padded chest, 
started to swell to alarming proportions over the stomach. 
It would appear that here again its origin was in the 
Venetian courts, as the most exaggerated styles are to be 
found in Italian prints (Fig. 87). This hideous and deform- 
ing fashion was also adopted by Italian ladies, and many 
scandalous and ribald suggestions were hurled at the 
followers of so ungainlv a fashion. The craze reached 
its absurd climax during the ’eighties, and after that slowly 
abated in size until merely a faint echo of its original form 
appears in the ’nineties. The shoulders were exaggerated 
throughout this period — epaulets and rolls were added 
when the sleeve itself was not verv full, and rutiles 
increased in size and decoration until the close of the 
centurv (Fig. 88). 

The heavily furred and gathered gown worn during 
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the first half of the century was gradually succeeded by 
the Spanish fashion for capes, and the French one for 
‘ mandilions,’ or short coats with hanging sleeves. 

Beards and moustaches were generally popular, but 
this again was a Spanish style. 

Hats were so many and varied that it is impossible 
to trace their original wearer — Spain, Venice, or France. 
Germany was very much the laggard follower in the 
bewildering game of quickly changing styles (Fig. 89). 

The German ladies, however, branched out in their 
own interpretation of the prevailing styles ; and following 
the general tendency to unnatural stiffness, in effect attained 
a percentage of this without the obvious discomfort of 
the steel and leather straight-lacing of Spain. Though 
their skirts were full and stiffened, and their coats stood 
stiffly away from their bodies, their figures were allowed 
to curve as Nature intended, and the waist-line remained 
at the waist-line or even higher, while other countries 
were indulging in the V-shaped stomacher (Fig. 90). 

Spanish ladies tightened their corsets and elongated their 
stomachers, the demand of fashion desiring that the front 
silhouette should be completely flat from the breast down- 
wards. Iron hoops were worn in the bell-shaped skirts, 
and gigantic starched lace ruffles permitted little freedom 
in head-movement. The hair had to be piled high upon 
the head so that the ruffle did not interfere with its delicate 
arrangement of pearls and jewels, wreaths and borders. 

France, not to be outdone by Spanish exaggeration (Fig. 
91), perpetuated her own especial species of torture for her 
fair followers of fashion ; this with the introduction of 
the French vertingale — a huge hoop to be worn round 
the hips and tilted down in the front, giving the figure 
the effect of a huge cheese cut slantwise across the tup, 
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with the absurdly laced stomacher like a V balanced in the 
centre. Wide shoulders exaggerated the top of the V, and 
the sleeves were bombasted and stuffed into a sausage-like 
contour (Fig. 92). Although the ruffles were of proportions 
as absurd as those of the Spanish styles, the hair was not 
dressed in the same manner. Pads were worn at the side 
of the head, and the hair laid out and arranged to form 
a heart-shape round the face. 

Venetian ladies, as already mentioned, adopted the 
revolting stuffed and padded bodice worn by men, and their 
hair was arranged in even more fantastic shapes, two horns 
being necessary for the fashionable lady (Fig. 93). Not only 
did the Italian styles differ in hairdressing and the shaping 
of the bodice, but the ruffle in its full circular shaping never 
became really popular. High ‘ Medici ’ collars were always 
more typical, and a thick short bodice succeeded the 
fashion for a padded stomach. Skirts, too, though full, 
did not stand out, either in the bell-shape dear to Spanish 
ladies or the cheese-shaped farthingale inseparable from 
the French courts of the 'eighties and ’nineties (Fig. 94). 

Slashing as a decoration was more popular in Spain 
and Venice than in France. Minute puffs appear all over 
the ladies’ garments. They were probably superimposed, 
but they nevertheless produced the desired effect (Fig. 95). 

Dutch and Flemish ladies’ chief fancy was for 
ruffles and caps. Gigantic ruffles and stiffly starched 
domed caps top their rather peasant-like forms. Their 
colder winters demanded the wearing of long full coats. 

The art of design or pattern during this century pro- 
gressed in leaps and bounds. In fact, it appears that 
practically every garment was especially constructed so 
that it might be an excellent background for the designer’s 
whims. 
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The earlv rears of the century were perhaps a trifle too 
much occupied with the intriguing arrangement of slashings, 
jewelled clasps and buttons, and bands of contrasting 
materials to indulge verv much in other forms of pattern, 
but presently even these excitements became more amusing 
when garnished by patterns on or surrounding them. 

With the advancement of weaving and block-print- 
ing, the endless possibilities of damask effects were ex- 
ploited, and chain patterns were introduced on every 
possible surface too small for a bolder design. 

The century ended with a flood of attempted realism, 
strangely out of keeping with the peculiar shapes that it 
had to adorn. Practically all the materials were embroidered 
or woven with designs of flowers, fruit, fish, or fowl, or 
indeed any other familiar object that presented itself to 
the artist’s mind. 
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